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There is a secret to excel in playing the shakuhachi. 

Blow not intensively, but from yourheart. 

Although technique is secondary, it helps to express your true self. 
If we are natural, we make fine sound. 

If we have an open mind, our sound will be mellow. 

If we have right attitudes toward life, our music will be 


acceptable to everyone. 


Take care of your sound as you would care for your self. 
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PREFACE 


The shakuhachi is one of the most difficult instruments to play. 
As the teaching of this skill is one of the oral traditions of 
Japanese culture, there is little text for the student to refer to. 
Therefore, I have attempted to compose a practical book for 


teachers and students. 


The first part of this manuscript is for the beginner. 
The second is for the advanced student. The third part contains 
a short history of the shakuhachi, including a comparison with 


other relevant musical histories. 


The nature of the phenomenon dealt with here, especially in 
parts Il. and III.,is in Western terminology, "contradictory", 
and defying of logical explanation. This is a product of the 
nature of the shakuhachi and a reflection of an intuitive tradition. 
Therefore, in choosing to write for the Western student I have 
been faced with cultural obstacles which hopefully, in the main, 


I have overcome. 


Jan. ist 1978 
San Francisco 
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INTRODUCTION 


The shakuhachi is the most popular bamboo flute in Japan. 
The name "shakuhachi" comes from the standard length of 
the instrument;one shaku, eight sun (approximately 55 cm). 


Although today anyone may play this instrument, before the 
Meiji period (A.D, 1867) only samurai KX were permitted 
to play it,as the shakuhachi was not for musical entertain-= 
ment but for Zen practice. For this reason the sound has 
a distinct Zen aesthetic, dipicting with skillful simplicity 
the beauty of nature. 


The "ancient shakuhachi", having six holes, was introduced 

from China during the Nara period (A. D. 680-794), the same 
period in which Buddhism began to take root in Japanese soil. 

The shakuhachi was used only by court people for ceremonies, 

not by common or lay people. Yet, by the end of the Nara period 
the use of this instrument in the court music declined. Fortunately 
however, for our instruction, eight shakuhachi have been preserved 
in the Shosoin EBMat Nara, Japan. 


In the 17th century the instrument came to be called "Fuke shakuha- 
chi", because people who played the shakuhachi at the time had 

great respect of Fuke Zenji,a famous Chinese monk. They established 
a group called Fuke-shu # (4% (Fuke school), and were known as 
KomusofgaenB --monks of emptiness. At the time the goverment 

had institutionalized a strict system of control throughout the country. 
However, Fuke-shu obtained special rights from the Edo goverment, 

so its members enjoyed unusual freedoms and in the process created 
the original shakuhachi tunes and techniques. * 


PART III. ChapterIII contains a more detailed history of the 
instrument. 


Teaching And Learning 


While playing, try to feel that the instrument is a part of your 

body. The shakuhachi is an extension of your body. If you do 

so you will come to understand the sound you produce is also 

apart of you. Later, you will recognize that the sound you 

make is your true self,and your body helps produce this sound. 

You will find the whole environment that you see and feel is 

yourself, including your body, the room, your teacher and even 

this book. When you have some questions about the shakuhachi, 

ask yourself first, try to obtain an answer before asking your teacher. 
This will develop your perception. 


Taking Care Of The Shakuhachi 


Outside 2) 


Inside ——_+ . 


7) 
Mouthpiece — 


Put the instrument in its case or container 
when not playing it. 

Protect from direct sun shine. 

Do not leave near the heater. 

After practicing softly rub a little oil on the 
outside with a soft cloth or with your fingers. 


Do not put oil inside of the instrument, 

After practicing wipe the inside of the instrument 
with a soft cloth (cheese cloth or antiseptic gauze) 
connected to a 2 feet long string, which has a little 
weight on the other end. 


Protect the sharp edge of the mouthpiece from 
any kind of pressure or blow. 


*When in a dry place, such as a desert area, cover the instrument 
with thick cloth which is sprayed with water, and use a plastic cover 


over the cloth. 


PART TI. 


FUNDAMENTAL TECHNIQUES 


Preparation 


When you begin to play the shakuhachi, 
several basic questions may arise 


concerning the following: 


i the proper shape of the mouth, 
2. the breath direction in order to 

produce the initial sound, and 
3. the correct way to hold the 


instrument, 


I will explain each point in the order 


in which they are listed. 


Tongue Position 


It is very important to have the correct tongue position. 

If you play with your tongue rolled back, it is difficult to make a sound 
and the quality of the sound will be tooybreathy. 

To produce a sound which is smooth, the tongue should be flat on the 
bottom of your mouth with the tip touching the top of the lower front 


teeth, 


Flatten 


fig. -2 


Do not roll back 


Teeth Position 


When we are sleeping or not speaking, 
the tips of the lower front teeth area 
little behind of the upper front teeth. 
However when you play the shakuhachi, 
the tips of the upper front teeth and 

the tips of the lower front teeth should 

be vertically in the same position (fig. -4). 
The vertical distance between the two 


tips of the upper and the lower front 


teeth is around 7 mm. 


Keeping the same mouth shape, direct 
the flow of air towards the sharp edge 
of the mouthpiece. The distance from 
the lip's opening to the center of the 


mouthpiece is about 7 mm (fig. -4). 


al position for playing the shakuhachi. 


7 ce 
Ss 


Jaw Function 


In order for the upper and lower front teeth to be vertically in line, 


the lower jaw is moved slightly forward. The forward movement of 
the jaw causes the mouth cavity to take on a wider and rounder shape. 
This natural enlargement enables one to produce a more round and 


mellow sound, 


1s Jaw moves forward. 

2. Muscle around the upper lip and teeth tightens, 

3. This causes the soft palate to rise. 

4, The movement of the back part of the tongue to the front, makes 


the inside of the mouth rounder. 


Dis Loosen the unnecessary tension from the lips. 


i 


Lip Shape And Opening 


La Generally the opening should be smaller than you may feel 
it should be. 

2. The form of the lower and upper lips should be even. 

35 Tension in the lips should be slight and even. 


Figure-7 a. shows the correct shape and opening of the lips. 
Figure-7 b. illustrates uneven form, too large opening and 
too much tension in the lips. 


fig. -7 


a. CORRECT 


cme ELE 


kuchibiru to iki 
Lips And Breath OB¢ & 


The mouth is controlled by a complex system of muscles. 


Generally speaking, to make a louder sound, the opening of the Lips 
should be larger. To make a softer sound, the opening of the lips - 
should be smaller. When the opening is bigger, you will use greater 
air pressure. When the opening is smaller, you will use decreased 
air pressure. We can exchange these elements. Sometimes we must. 
When you make a soft sound, it may sound weak. The sound should 
be soft, but also steady and strong. 

We can use a large opening and light air pressure to achieve a loud 
but mellow sound, or a small opening and heavy air pressure for a 
small yet strong sound. 

Breath control affects pitch, therefore you must adjust. 


Capillarity Here we are concerned with 

the smoothness of the channelled breath. 
The opening of the mouth is very important. It must be wet,as with 
the silver flute or any wind instrument. As you play, the saliva 
around your lips must be blown away. However, the lips always 
have some water around the edges. The water moves to the center 
for the next phrase. The opening should be small to hold a good tone. 


= £0 = 


Throat And Diaphragm 


' Diaphragm 


nodo to okakumaku 


Ie & Sa 


ee 


The tension in the muscle. of the lungs, 
the mouth and throat, should be well 
palanced. The atmospheric pressure 
inside the lungs, throat and mouth, 
should be the same. When you breathe, 
you should use all the muscles of your 
body. And it is good to inhale quietly 
and quickly. 


Once you are able to make a sound, it 

is very important for you to pay atten- 
tion to the functioning of your diaphragm. 
It is the source of breath pressure, and 
to produce smooth sound the diaphragm 
must be strong and well balanced. 

This can be obtained through deep and 
rapid inhaling , holding the breath for 

a few seconds, then slowly exhaling 

(see pagel3, #6). 


Your throat is the passageway between 
mouth and lungs. If your throat is stiff 
and too tight, your sound will not be 
fluent. Your neck should be relaxed. 
Our throats differ, which is why each 
person has a different breath quality. 


shisei 
Posture & # 


Hold the instrument standing, sitting in a chair or sitting on the 
floor. Stretch your back comfortably. Relax your arms, neck and 
shoulders. The chin should not be elevated. 

You should be comfortable and ready to make any of the small 
quick movements necessary for musical interpretation. 
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Check-list For Making The Initial Sound 


(For the beginner who has no experiences in playing a wind instrument) 


Ls Check your tongue position. (page 5. ) 

2. Try to make the opening of your lips smaller. (page 9.) 

S.. Do not blow too hard, rather, softer;relax your arms, back, 
neck, throat, jaw, chin, cheeks and lips. (pages 11, 12&14) 

4, Use a mirror to check your mouth shape and the mouthpiece 
position. (page 6. ) 

5. Check your lips;they should be wet. (page 10. ) 

6. Before you blow, take a deep breath and hold the breath for 


a moment to check each item 1. through 5. 
Then blow, and repeat. 


a Ss 


unshi 
Fingers And Hands £ i# 


When you hold the shakuhachi there are three points of contact: 

the thumb, the middlefinger of the right or left hand, and the chin 
where it touches’ the mouthpiece. The thumb should be the same 
distance from the forefinger and middlefinger. 

Then you can use all of your finger muscles effectively for smooth, 
natural and fast movements. 

They should always be prepared for dexterous and sudden movements. 


348 x 


Thumb 
(rear) 


Forefinger 
Middlefinger 


Ringfinger 


Forefinger 
Middlefinger 


Ringfinger 


Names Of The Holes And Corresponding Fingering 


fig. -8 
dai # the definite article 
ichi — first 
ni = second 
san = third 
shi W fourth 
# pH FL go A fifth 


Dai go ko (rear hole) 


me FL k L hole 
Dai yon ko (4th hole) oF 


ura gg rear 
# = iH ” 
Dai san ko (3rd hole) 


#& = FL 
Dai niko (2nd hole) 
- Thumb (rear) 


s — F 
Dai ik ko (1st hole) 


a ee 


Basic Five Notes And Fingering 


Pages 17 through 22 


Now you are ready to learn about the basic five tones 


of the Major Pentatonic Scale. 


Ro Q 
Tsu Y 
Re ye 
Chi 
Ri Y) 


There are several notation styles of the shakuhachi, 
I use the Kinko school here. 


The notation used in this book is basically for the 
standard shakuhachi. 


- 16- 


@9eees®s °°: 


The note produced from this fingering is the most difficult, especially 
for beginners, because the correct sound is at times hard to obtain. 
Once, there was a teacher who taught only this one note for a whole 
year and not any other fingering or notes. This is not the right way 
to teach the shakuhachi, however the importance of this note should 


be emphasized. 


es ae 


Tsu 


This note is minor 3rd,sharper than Ro (\Q)). ————— 
R 1) 


= $8 


This note is perfect 4th,sharper than ‘2 


= ffOi< 


OO 8 @8 @ Xi: 


This note is perfect 5th.sharper than YQ 


= 30-- 


You can make this note without closing the first and the second holes. 


The reason we prefer the above fingering is the better quality and 


constancy of the sound. ——— 


= 


; 
oe @®© @© @ ®@ 
eo © @ @ OO 
® @® @ Oo OO 
® @® ©O oO ®@ 


y2 


= 29° = 


For The Basic Five Notes 


~ AWAD 
“SAS 
° SW AD 


QPS 


o DASH 
o ADS 
~ AWM DD 
ee HOHKAD 


ASB A 


DIS A 


SID) 
QAM 
ADD 
ADDF 
AYR AD 
WS OD 


ARS A 
SAPD 
DPD A 
DO Arn 
ADDY 
A DY 
AYR D 
WS AD 


Low Register And High Register I. 


Using the same fingering, it is possible to produce two kinds of 
the note. * 


The low register note is called otsu @ (or ryo % ). 
The high register note is called kan P 


fig. - 9 fig, - 10 


Mouth cavity for the high Mouth cavity for the low 
_vegister. register. 


= 


ed smaller 
cs bigger 


The important factor is the distance between the two tips of the upper 
and the lower front teeth. When you blow with greater air pressure 
using the low register teeth form, you can get the high register note. 
However the pitch would be too flat which is out of tune. 


For details see PART. II.’ Low Register And High Register II. page 76. 


taikan KP . 


= 94% 


‘The Rules Of Registers 


i ~~ 
i Bu ... first (low ) register 
| otsu 
1 
| @ ... second (high ) register 
kan ' 
I. a. If the first note starts with © , following notes are also @ 


b. If the first note starts with 


, following notes are @ also. 


There are two kinds of rules involved when switching 


from G 


to P ,or P to u 


II. a. When the w mark (or # mark) is added at the side ofa 
note, that note and following notes are switched to @ (or #  ). 


b. After Y) (including )4 and YP ), Q 


and ‘1D 


(including ‘2x , 


Dy and Wz ) have to be switched to ‘P automatically without 


23] mark. 


The marks of meri X _ , kari w 


se 
x82 
xe 
wy 
2”) 


ee eV 
9 9 
py 


y» 


, and chumeri 


are interchangably 
used at the sides or center, at the composer's convenience. 


This applies to each note with the exception of 7A , where X and 
JO are placed only at the sides of the note. 


= 25 = 


fig. -11 


2nd register 2nd register 
19) v 


| @ 
") A 


1st register 


When you are walking on stairs,it is easier to go one more step up 
than to go 4 steps down by a stepping action, It takes less energy on 
one step than 4, That is the reason why after ri ¥) ,nextro MQ , 
which has no register mark, becomes second register ro Q naturally. 


This also applies to ri y) andtsu ©) 


= 96 


Repeating Notation 


The note preceding this notation is to be repeated as many times 
as indicated, hitting the holes as shown on page 28. 


ru 


JL This notation denotes the hitting of the first hole while repeating 
the note above. 


1 . a 


ws : ys 


nayashi 


~~ . The note preceding this notation is to be played with meri action 
initially then brought to the original pitch. 


f= & « 


Oe 5: ye 


® 
s 


oshi 
Hitting # L 


When you play the same note ‘two or-more times, you must hit 
a certain hole with a quick moverment. 
To "hit" a hole means to quickly open and close a hole. 


Oshi fingering position : 


Hit the hole marked by (*) 


er 
moe © © © @& O 
Sri hott @ @ ® © O 
mvt =@& © O 0 @ 
mote © O 0 0 @ 
ere 9 - F ”) 


398-2 


Tempo Notation 


The principle of the shakuhachi notation is that the dot must be 


repeated from right to left periodically. 
The dot on the right side indicates the beginning of the down beat, 
and the dot on the left side indicates the beginning of the up beat. 


Sometimes two or more dots are written on the same side continuously 
(fig. - 12), but still we count the dots on the other side which are not 


shown (fig.- 13 ). 


‘een enna 2: Q:- 


| 
! e VJ 


of.) ob a 
; * | Ts . 
() 


= 


fig. - 12 


fig.-13 


Single vertical line indicates half beat. 


Some examples are shown on the next pages. 


490 = 


Each of the notes above is 
played as 1/2 beat. 


Each of the notes above is 
played as one beat, 


Each of the notes above is 


Each of the notes above is 
played as 2 beats. 


played as 1/4 beat. 


( & means repeat the preceding 
note -- remember to "hit". ) 
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The first note is 3/4 beat. 
The second note is 1/4 beat. 


The first note is one beat. 
The second note is a grace note. 


The first note is 2 and 1/2 beats. 


The first note is one and 1/2 beats. 
The second note is 1/2 béat. © 


The second note is 1/2 beat. 


= 34 = 


Breath Mark 


The breath mark is indicated by a short horizontal line between 


the notes. 


This mark is not always shown on the music sheet. Sometimes a 
breath can be taken within a long phrase, using your own musical 
interpretation. For the beginner it is advisable not to take a breath 


right before or right after the grace note. 
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Meri And Kari 
x Y y» Y 


The positions of teeth and The positions of teeth and 
lips for meri “ . lips for kari 7 


For further discussion of meri and kari, see page 84 
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Warming up exercises for Tsu no chumeri De » Rino meri Yr ij 


Hino meri (? , and Gono haJad . 


- 36 - 


2-09 @@@@@ «> fle 
iD @@@@0 > li 
2. @@@0OO0 »r-> dif 
Ey @@OOO »-s Alf 
7D @O0CC®@ »: IHI| 
>) @0008@ = 4jj 
1S @@00e0 - ii 
1S @0006 »» tk 
HS @@00CO = {hl 
* @@000 *% All 


gon 
h 
J 
& 
6 
* 
eS 
” 
2 


Warming up exercises for Tsu no meri x « % » and 


Chi no meri os . 
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Attention On Each Note (@ ,W , yp .. .etc.) 


When you play, for example ee and r?, you use the same 
fingering but change the breath quality, diaphragm tension, 
mouth tension, and lip position. However, when you play a 
to p,or yy) to ¥Q_, you will change the fingering as 
required, but usually not your breath quality. If you think 
you have changed the tone > to} ,or 0 to¥2 already, 
why is the tone not excellent ? 

Perhaps because you did not change your breath quality 

as much as you did with to y* , which was the same 


fingering but with a one octave difference. 


Each note, each fingering has to be executed carefully as 
though it were precious. Then the sound which you make 
will reflect your true self, It takes years and much effort 


to make a great sound. 
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Children's Songs And Folk Tunes 


HINOMARU 

OUMANO OYAKO 
YUYAKEKOYAKE 
KUTSUGANARU 
SUNAYAMA 

HIETSUKI BUSHI 
MINATO 
HARUGAKITA 
FUJINOYAMA 
TOMOSHIBI 

ARAUMI 

TSUKINO SABAKU 

- 16, m.KOGA 1973 
SAKURA 
KOJYONOTSUKI 
KAZOE UTA 
YUYAKEKOYAKE 
TENNEN NO (BI. NON 
YUKINOFURUMACHIO 
OEDO NIHONBASHI 
PECHIKA 

DEFUNE 

HANA YOMENINGYO 
AKATONBO 
SAKURAGAINO UTA 
ITSUGINO KOMORIUTA 
SHIKARARETE 
NANBU USHIOIUTA 
KARATACHINO HANA 


a Af = 


sun flag 

a mare and a colt 

sunset glow 

sound of childrens' foot steps 
sand hill 

barnyard grass pounding tune 
harbor 

spring has come 

Mt. Fuji 

lamplight 

rough sea 

desert moon -::0u1 


cherry blossoms 

old castle in the moon light 
counting-out rhyme 
sunset glow 

beauty of nature .ic 

snow falling. on the village 
Nihonbashi bridge 
Manchurian stove 
outgoing vessel 

bride doll 

red dragonfly 

tellinacean song 

lullaby of Itsugi 

being scolded 

cow herding song 
trifoliate orange blossoms 


KUTSUGANARU 


° @ 4 eo o¢ a e eo. i 2 . ; 
eu PASSE AAPA IR SD OBEN peed 4 


SUNAYAMA 

diet cai teats Seam dly adinee Atos 
re 7 a o si wv" ¢@ . aie aaa SAGs | 
a ’ ae ee ‘ 2 ’ 
Seed Sah ese | 

HIETSUKI BUSHI 


6 he Ge AH 2g of SOS ARS ORO SAAT” 


g 


PEG SGD Sid ge ost cat aes aS Re SSS 


5 aie 


HINOMARU 


QUMANO OYAKO 


YUYAKEKOYAKE 
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13. 


dB ARR Bub SAK Boeah ig AR KG BK Ren" 
BROKE bhashsed og 
TSUKINO SABAKU 
No title #1 
"SY AK OO At Aged ag ni SiGe IRE MR ERAS GR \" | 
No title #2 
PLS AGET A ok, Mee gee SS Dhak dena AD 


MINATO 


gee 


eSeRA SS ALR SRS Sag See Vite QA LSA 


eo ee | 


SAAS Gadd SOMES 


HARUGAKITA 


5 SHAR ALAS Gd HOM dhetddindadities” | 


kg @ te evee ae Oo ge ry TT ae e 
« SMM S MEAG BA 


10. 


FUJINOYAMA 


' 
ito) 
a 

' 
ay 
e 


J Aosethas 1A Dan Ses 


° 


AG GE Soe BAK Vex" | 


TOMOSHIBI 
° * @ we 8 tase Lech bee @ Y ecooa 8 
Seiichi PASO } Pedi ax Seog Sh Sek SEE 


gst ¢ nenece & 


SiSed Sh Genklent uigodg bes” | 


KOJYONOTSUKI 


e a ane e ae @ a Te a ee e a & ¢ 
§ PSO) eel Wren Baar teth | 
BSP RRR PARA | APNEA SU EAE EE, 

G a o e r] A oi Nes ° ] oe 

Soak al OAH EA neh | 


KAZOEUTA 
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fig- 16 


To make very soft sounds, 
do not apply.any pressure 
or‘tension on point-A. 


ra ‘ 


(For details, see PART II, 
Dynamics page 78. ) 


fig. - 1:7 


Do not press the lipsitoo 


tightly against the teeth and: 


gums. 
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CLASSIFICATION OF THE SHAKUHACHI MUSIC 


Children's song 


Folk tune 


Shinkyoku 


Contemporary 
music 


Sankyoku 


Classical tune 


Honkyoku (II) 


ar) 
This is good for the beginner because 
the fingering is not complicated. 


min 
Ke té 


Most of the folk tunes are melodic, so they 
_are proper for the beginner also. 


shinkyoku 
F 


Shin means "new". Kyoku means "tune" 
or "music". The music composed during 
1900 - 1950. 


gendai kyoku 
sAL 


Modern music and new compositions. 


san kyoku 
a 


= 
— 


San means three. Sankyoku means trio 
(Shamisen, Koto and shakuhachi). 

This is originally written for Shamisen 
or Koto, not for Shakuhachi. But it is 
very good to practice sankyoku before 
learning to play Honkyoku. 


honkyoku 
Bb 


Classical shakuhachi tune. Hon means 
original. This is writen basically for 
Zen meditation. Most tunes are solo; 
there are only a few duets for shakuhachi. 


it is a free form of Honkyoku using the 
Honkyoku phrases after graduating the 
classical tunes. 
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Five Sankyoku Pieces 


g 4 KUROKAMI composed during 1772-1800 Ichijyuro Koide 
pAb 
Ke, h E TSURUNOKOE composed during 1764-1771 Tamaoka-kengyo 
AW EF SODEKORO composer's first composition Minezaki-koto 
key (early 19th century) 
1). oF KOSUNOTO composed during 1789-1801 Minezaki-kots 
cal Ber SHINTAKASAGO composed beginning of Meiji Hanano Terajima 
period 


These five sankyoku musical pieces are selected for the text 
out of the hundreds of sankyoku pieces that exist,as they seem 


most suitable for the beginner, 
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KUROKAMI 


TSURUNOKOE 


fig. -18 


*Quickly close and 


open. 
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List Of Principal 


Kurokami 
Tsuru no koe 
Sodekoro 
Yachiyo jishi 
Rokudan 
Kongoseki 
Mizuwa utsuwa 
Shin takasago 
Hachidan 
Midare 

Yuzora 
Kosunoto 

Shin dojyoji 
Tsumikusa 
Ginsekai 
Matsukaze 
Shinmatsu zukushi 
Nagara no haru 


Yu gao 
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Hototogisu 

Aki no kotonoha 
Sakura gawa 
Mama no kawa 
Tama gawa 
Saga no haru 
Saga no aki 
Sato no haru 
Tama no utena 
Sato no akatsuki 
Iso chidori 
Shiki no nagame 
Fune no yume 
Azuma jishi 
Ima komachi 
Wakana 

Hagi no tsuyu 
Zangetsu 


Kaede no hana 
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Chanoyu ondo 
Chidori no kyoku 
Sue no chigiri 
Akikaze 

Shin musumedojyoji 
Keshi no hana 

Yuki 

Ashikari 
Kajimakura 


Echigo jishi 
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Fo B 
Riot 
LAT HB. 
KE, He 
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Haru no kyoku 
Onoe no matsu 
Shochiku bai 
Sasa no tsuyu 
Yoyo no hoshi 
Aki no kyoku 
Nebiki no matsu 
Yaegoromo 


Chiyo no uguisu 


During the Edo period ‘1603 -1867),KOMUSO,the Zen priests 
who played the Shakuhachi, used to use this melody for greetings 
on the street or in the mountain. Sometimes to find if the other 
person is an impostor or not. 
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ADVANCED TECHNIQUES 
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CHAPTER I. THE ESSENTIALS 


267 = 


ritsu 
A. Pitch 


It is very important to keep a constant pitch. When we blow one 

note with one breath of air,it is easy to get a curved sound line. With beginners 
the beginning and end of your sound may be flat and the center 

sharp. This is incorrect. 


ee fig.-19 


So the beginning and end of your tone must be controlled by the 
angle between your chin and the instrument( the more vertically 
you hold your instrument, the sharper the sound. Conversely, 
the more horizontally you hold your instrument, the flatter the 
sound). 


J fig. - 20 fig. - 21 


ie 
> & 


When we play an actual musical piece, it is more complicated. 
Because we use dynamics, 


The pitch is easy to be like fig. -19 again. ; 
Still we can control using the angle between the chin and instrument. 
But in this case also use control of the breath angle. 


After studying and practicing this technique, you will be able to 
obtain an excellent pitch, 
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Elements Of The Pitch 


The size of the lip's opening 


--the larger the opening of the mouth, the lower 
the pitch. Smaller opening will raise the pitch. 


The breath direction 


--when breath is blown horizontally, the pitch will 
raise;when blown vertically, the pitch will drop. 


The breath pressure 


--strong breath pressure will raise the pitch; 
weaker pressure will lower the pitch. 


The distance between the mouthpiece and lips. 


--the greater the distance, the higher the pitch; 
the shorter the distance, the lower the pitch. 
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onkai 
B. Scale = & 


There is no perfect theory in this world which explains everything 
for us. The same is true with music. However, it is necessary to 
develop the proper sound. 


For instance, Perfect 5th'' and "Perfect 4th" of the western 
well-tempered scale are not perfect. And the 3rd is not harmonized 
well. 

The just intonation has better harmony, but it has a problem in 
modulation. Music is an art, not science. In addition it has commonly 
a close relationship with religion. The shakuhachi has many religious 

aspects to its history. 
A twelve-tone system was introduced from China to Japan during the 
Heian period(A. D:794-1192), It is illustrated bellow. 
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In actual performance, the scales consist of five or seven notes; 
the most important are the Yo-sen % #e and the In-sen & iz | 
systems, found in the music of the Edo period(1603-1867), 

In these scales, the second note makes characteristic use of 
semitones. Yo-sen is usually used in folk music. In-sen is 


used in Sankyoku= # and Honkyoku # # of the shakuhachi 
music, and also occasionally in folk music. 


Yo-sen In-sen 


SS 


fig. - 22 fig. - 23 
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In most of the classical shakuhachi music, In-sen is used. 


For details see APPENDIX B,MICROTONES AND ORIGINAL 
SHAKUHACHI SCALE. pagell29. 


CENTS SYSTEM 
To put the shakuhachi scale in diagram form, it is very useful 
to use the "cents" system which is the unit of a scientific and 


exact method of measuring musical intervals. 


For details see APPENDIX A.CENTS SYSTEM page 128. 
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0. cent 92. (316) 498, 551. 996. 1200.cents 


In this scale, (2. is the keytone. The next important tone is 

re. Ox and x are characteristic tones which change 
their pitch. ©) and y) are changed by their relationship 
to ¥Q and yp and to each other. 


) and Ww Perfect 4th 
d— and y) Perfect 4th 
y) and Q Major 2nd 
7 and Major 2nd 
YQ and Minor 3rd 


oe ee 
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The difference between Major whole tone and Minor whole tone 
are as follows ; 


mp 


mp 


mp 
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REFERENCE 


1, Pitch 


The location of a musical sound (in the scale ). 


2. Scale 


The tonal material of music arranged in an order of rising pitch. 


3. Just Intonation 

A system of intonation and tuning in which all the intervals are 
derived from the natural (pure) fifth and the natural (pure) third. 
4. Equal temperament 


The principle of equal temperament is to divide the octave into 
twelve equal semitones. 
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Cycles/sec, In Pure Tempered Scale 
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Cycles/sec. In Hqual Tempered Scale 


(A,=440) 
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6644.88 
13289.75 |14080.00 |14917.24 |15804.27 


Cc, Low Register And High Register II. 


Push the tongue about 3 mm forward and slightly raise the jaw 
then you will obtain a high register note. 


fig. - 24 


upper lip 


verre Indicates 
high register position 


- 76 - 


hyoshi 
D, Rhythm #48 =F 


Everything in this world has its own rhythm, 
One year has 365 days. One hour has 60 minutes. By this rhythm 


of days and minutes each of us lives his one precious life on this 
earth. 


Honkyoku(classic) 
--- usually slow . 
Shakuhachi rhythm Sankyoku(trio with Shamisen and Koto) 


--- beginning is slow and the 
instrumental part is fast then 
the ending is also slow. 


Shinkyoku(modern) 


--- varies 


Concerning rhythm, there are three steps. 
The first is uneven counting. 


The second is mechanical counting. 
The third is spiritful way, beyond mechanical counting. 
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kyojyaku 
BE. Dynamics % §% 
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These are typical shakuhachi phrases, Within them are found the 
specified dynamics "SASA BUKI", the typical way of note intonation 
used in playing the shakuhachi, SASA means a leaf of bamboo, 
BUKI means to blow. So we usually represent the dynamics within 
a leaf-like symbol. 
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The muscle movement while changing loud to soft volume. 


Following movements occur simultaneously : 


1) Raise the jaw slightly. 

2) Curve the front part of your tongue vertically. 

3) Open the lips slightly. 

4) Tighten the cheeks 2 cm away from the edges of the lips, horizontaly. 


This causes that area muscles to be dimple like. Also, it causes 
the rear side of both lips to extend backward slightly past the edge 
of the teeth. This helps the tongue to be even more perpendicuiar 
see fig. -25. 


Of course the tip of the tongue should always be touching on top 
of the lower front teeth. 


fig, - 25 


upper lip 


lower lip 
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F. Atari 4 6 -similar to a grace note 


Before the beginning of a note or phrase, we occasionally put 
an extra grace note in front of it. Usually, we add the note one 
step lower in its scale. However sometimes a note one step 
higher in its scale is used. 

When the Atari is necessary, you can use one of the examples 


from the following page, but be careful not to use it too often. 


- 80 - 


Oe _ 
2. 


» 
$5 4% 
«253 


Bet? 


yuri 
G. Vibrato = y 


The vibrato of the shakuhachi is much more subtle and sensitive than 
that of other wind instruments, because of its subtle relationship with 
body function, 
The Function Of The Kubi-Yuri 
1. To produce one kind of vibrato. 
2s To create a delicate change in the vibrato through moving 
the muscles of the neck and the throat. 
Tate-Yuri(vertical vib. ) 


Kubi- Yuri(head vib. ) 


Yuri Yoko-Yuri(horizontal vib. ) 


Iki-Yuri(breath vib. ) 


Usually we use Yoko-Yuri to play the shakuhachi, Iki-Yuri is 
seldom used, * 
Yuri makes the sound more smooth and brillant, and it improves 


capillarity (see page 10 ). 


*It is possible to combine Kubi-Yuri: with Iki- Yuri. 
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yokuyo 
H. Nuance #@ #8 


7, . ¥ 


In this phrase we put some extra movement at (*) point. 
Then the phrase becomes more mellow and smooth with 
a richer feeling. 
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We can change the mouth cavity form very delicately as 
we speak and sing, because the mouth is completely 
surrounded by muscle except for the hard palate and 
lower jaw. 

To put a nuance on the sound, we mainly use the subtle 
movement of the lower jaw, tongue, tonsils and whole 
combination. 


Tighten your lips and soft palate simultaneously for 
one second, Then loosen the tension of these muscles, 


- 83- 


i Meri And Kari drop or raise the pitch slightly 


Meri Action 


Meri is obtained through some combination of the following elements. 
The beginner should use all. 


dls Partially cover the hole (Kazashi). 

2. Change the breath direction --downwards; 
move your jaw backward more than 
normal position. 


3. Change the air pressure --softer. 

4, Change the distance between lips and mouthpiece 
--closer. 

5. Change the angle of mouthpiece and chin 


--tuck in your chin and holding 
your instrument slightly more 
horizontally. 

These are basic elements of meri. It is sometimes possible to omit 
one or two of them to produce a special effect. 


Kari Action 


Again, the beginner should use all elements. 


L. Change the breath direction--upward;move your lower jaw 
forward more than the normal 
position, 

2. Change the air pressure --increase. 

3. Change the distance between the lips and the mouthpiece 


--farther away. 
4, Change the angle of the mouthpiece 
--more perpendicuiar to chin. 
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Ae Application Of Advanced Techniques 


The shakuhachi notation is written vertically and moves from 
right to left. However, for convenience,I have written the 
notations horizontally in order to explain in detail and form 

a comparison with the western musical notation. As an example, 
T have chosen the beginning of Kurokami & # (PARTiI. page 55), 


ye G2 2. <2 Y) % Y 


a. Atari ( page 80. ) 
d. Dynamics ( page 78. ) 
m. Microtones ( page 94.) 
p. Portamento ( page 90. ) 
Wis Vibrato ( page 82. ) 
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CHAPTER II. SPECIAL SOUNDS 
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suri 
A. Portamento * ) = 


Portamento should not be used often. At the proper place and 
time, it is very effective to obtain a. special mood. 


27 
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B. Ori 4) -drop the pitch slightly and return 
to the original pitch 


Approaching the end of a continuous tone, drop 1/2 semitone 
or 1/3 semitone ( sometimes one whole tone) quickly and 
return to the primary pitch. 


( one example ) fig. - 26 


The time of dropping is around 1/2 - 1/30 sec. depending on 
the tune and its interpretation. 


To drop the pitch, you must slightly lower your jaw and enlarge 
the opening of your lips. This makes the mouth cavity bigger, so 
that the atomospheric pressure decreases for one moment. 

The air pressure causes the volume to be soft and the pitch to be 
flat. It can be simultaneously combined with meri action. 

Then you can increase the volume while keeping the pitch even 
flatter. 
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toriru kara yuri 
C. The Movement From Trill To Vibrato bY rpPo5ay 


The movement from trill to vibrato must be flowing. Begin with 
a slow tempo, gradually enliven, and add the head shake (kubi yuri): 
sympathizing with the cycle of trill. 


easy eae ei ele eaten hg Aig 
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nijyu uchi 
D. Double Trill =HiTt 


We use Nijyuuchi in folk music quite often, especially in 
Oiwake-tunes. In sankyoku and honkyoku, we use it only 
occasionally. 


Single Trill Double Trill 
ae D- 
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bibunon 
BE, Microtones #44 


There are 12 half tones ( or semitones ) in one octave in the 
well-tempered scale. The semitone is the smallest interval 
(minor 2nd), However, there are many steps in one half tone, 
called microtones. We use the microtone in phrasing and in 
"Suri" which is a kind of portamento. 


For details see APPENDIX B, MICROTONES AND ORIGINAL «.. : 
SHAKUHACHI SCALES page129. 
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F. Fukikiri ** 5 


Special ending to a tone or phrase accentuating 
the sound with a sudden and strong breath of air 


Fukikiri is usually only for Honkyoku. 


Near the end of the sound, keeping the same pitch, suddenly blow out 
with a strong breath. 


At the last moment, drop your jaw quickly. 


The jaw is then return to the previous position depending on the 
following note or phrases. 
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neiro no henka 
G. Changing The Tone Color BEOR 


By changing the tension of your mouth, lips and breath you can 
change the tone color. Use the combination of the tension and 
looseness of your chin, cheeks, neck and lips. 


Elements Tone Color 
tight hard, density 
Lips 
relax mild 
tight constant 
Cheeks [ 
loose fine 
« Po normal 
lower mellow 
tension rigid 
Neck [ 
relax mellow 
normal normal 
Tongue [ 
roll back breathy 
meri fine, density 
Breath [ 
kari harsh, rough 
none natural, quiet yet strong 
Vibratof little uncertain impression 
a lot rich, strong 


These are the basic considerations. 
Other important factors are the volume, the dynamics and the tempo 
(including the timing of the rest). 
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SOME OF THE BASIC TONE COLOR 


Body function 


Lips Opening Cheeks Neck Teeth 
tension tension distance 


Mellow relax bigger relax forward relax increase 


Normal relax normal relax forward relax around 7mm 


Hard tight smaller tight forward tight smaller 


Breathy relax bigger relax lower either bigger 


Other elements of the tone are meri “& ,kariw ,age 7}: saget{ hy” etc. 
Using the mellow tone, the pitch has a tendency to be flat, because the size of 


the mouth cavity is larger(see Part I. Low Register And High Register page 24 ) 
Therefore the flow of the breath is altered to an upper direction. 


9% < 


muraiki 
H. Intensive Breath B® & 


This technique is also used for Honkyoku. 
Make the opening of your lips a little bigger and use strong air 
pressure, get an intensive breathy sound. 


Mouth Form fig. -28 fig. -29 


Intensive Breath Normal 


Lower the jaw, then the distance between the two tips of the upper and 
lower front teeth increases, 

Put your tip of the tongue more than normal on the lower front teeth, 
And lift up the front section of the tongue slightly. 

Loose the tension from the cheeks and the front part of your tenga, ‘ 


Tongue Form For Intensive Breath Normal 
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tamane 
I. Fluttering Sound = #F 


[=] 


When using Tamane,a breathy rolled tone, the tongue is used ina 
specialized way. The tip of the tongue should extend over the lower 


teeth, touching the palate about 1 cm back of the upper teeth. 
Exhale, vibrating the tongue. 
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J. Fingering Chart 
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K. The Names Of The Fingering 


a 20D 
5. D 
5. 22) 
6. 29) 
%; 


66 Ix 
69 IN 
72 Jay 
71. 2)> 
1§: 


Kinko 


Ro no daimeri 
Ro no meri 

Ro 

Tsu no meri 
Tsu no chumeri 
Tsu 

Re no meri 

Re 

U 

Chi 

Ri no meri 

Ri no chumeri 
Ri 

Go nohi no meri 
Ro 

Go no ha 

San no ha 

Shi no ha 

Ni shi go no ha 


Yon go no ha 
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OR 


BWKRH Tr rrH*T SY SSS 


Tozan 


Ro no daimeri 


Ro no hanon 


Ro 


Tsu no hanon 


Tsu no meri 


Tsu 


Re no hanon 


Re 


Chi no hanon 


Chi 


Ha no hanon 


Ha no meri 


Ha 


Hi no meri 


Ro 


Pi 


Shi 


CHAPTER II. CLASSICAL MUSIC ... HONKYOKU 
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ichion gon 
A, Five Of Each Note -—#ai® 


Honkyoku has seventy kinds of notes in each octave. 


Before you play Honkyoku(classical pieces), you must know 

there are five kinds of distinct tones in each note. Then you must 
know the relationship among the notes. There are twelve semitones 
in each octave, therefore there are sixty kinds of notes in one octave. 
Also you must use Kaeyubi(Daiyon--substitute fingering). 


Because of this complexity I do not teach Honkyoku to beginners. 


It is possible to divide a semitone into 10 or 20 steps, but it is not 
practical. In this book, I will divide it into 6 steps.: 

a ,a,%,¥,7. They are played by changing. the breath angle and 
air pressure from normal sound. 


ZY , ¥ ,and Y are flatter than the standard tone pitch. 
2 and 3 are sharper than the standard tone pitch, 


3,29 ,2% , 28 ,and Y are usually not used with Kazashi 
(partly covered fingering). 


Basically these are different from meri X andkariy . 


a a 
Y MAnoro YR KO no ro +92 
= 3 5 
‘2 SHITA no ro e UE no ro 
7 3 
® Anoro 
0 
4 
<4 
-92 
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B. Phrase Structure 


i 
S 


eva 


S44 
Sr 
Sl 
Su 
Su 


Va Sa 
Ss, 
ry 
Wo 
To Sy 


8B. 
Ga x 
in| |s 
m 
6 


It is possible to differentiate the tone color rather than the pitch 
‘in each of the five notes, because each note has a characteristic 
volume and tone color. 
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Gc; 


The position of RE is interdependent upon the position of TSU NO MERI 


The Melody Progressions From RO to RE 


’ 


thus causing different melody progressions. 


iI, 


ITI, 


JE. 


ae Perfect 4th = 498 


YP 112 o, - 


Pure Major 3rd = 386 


fig. -31 
D G 
2 oo. % Major 3rd = 386 - 
RO and RE = 478 cents 
fig. -32 
D G 
2 20% - 


Major 3rd = 386 


RO and RE = 406 cents 
--- WESTERN Pure (Just) tempered scale 


--- JAPANESE Pentatonic (5 tone) scale 


--- JAPANESE Shakuhachi (Honkyoku) scale 
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D. Ichion Jyobutsu..... One Note, Perfect. 
—- ER 


A single note should be perfect. 
One tune belongs to one note. 
All sounds, including noises, belong to one note. 


The understanding of Ichion Jyobutsu includes each of these ideas. 


The early players of the shakuhachi understood this and called it 
"Tchionjyobutsu". They recognized this principle without knowing 
about overtones or other theories. If every sound of this space 
belongs to one note, why are there so many kinds of sounds? 
There are different kinds of music in different areas, different 
music scales, different notes from the same fingering, different 
noises from all over the street. 


The shape of the instrument (including the earth) and the material 
itself are the instrumental reasons. Accurately speaking, it depends 
of the whole balance of the material which correlates with the por- 
tional balances. 


The sonic reasons deals with the arrangements of the overtones 
and the microtonic periods of the overtones. The correlation of 
mental and physical balance is a very complex system. As the 
mental reason (the deep fondness of sound) increases, the vibration 
to the overtones and its periods also increases. 
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E. List Of Principal 


\W 


—=2 7A 
INR 
Bk a wb 
& Ow 
70. wb 
2 Nw 
PY FL 
#k DW 
 &% 
| Bel 
4% wb 
PAW 
We, YH 
P&B Gee 
Sw 
ne Al 


= 


Hifumi no shirabe 
Kyushu reibo 
Hachigaeshi no kyoku 
Shizu no kyoku 
Takiotoshi no kyoku 
Sanya no kyoku 
Oushu nagashi 
Akita no kyoku 
Utata sugagaki 
Monkai no kyoku 
Azuma no kyoku 
Kumoi no kyoku 
Tsuru no sugomori 
Mutsu reibo 

Aji no kyoku 


Akebono shirabe 
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Kw 


honk yoku 


RES 
Ke $8] 
fe OF 
OR 
i <a 
T FEE 
) 2 aps 
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@ 
VF 72, WD 
fc 0&4 
TH} 
BL AT 


Ryugin koku 
Yamato jyoshi 
Kyorei 

Koku 

Mukaiji . 
Sagari ha 
Shimotsuke kyorei 
Meguro jishi 
Shirabe 

Eko 

Shinya no kyoku 
Shika no tone 
Sakae jishi 
Chikushi reibo 


Hogyo koku 


PART IIl. 


HISTORY 


fe 
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CHAPTER I, HISTORICAL DOCUMENTATION 


The Philosophy Of Non-Verbal Articulation In Japanese Culture 


Before I outline the history of the shakuhachi, it is necessary to 
clarify an essential difference between the Japanese and the Western 
philosophical approaches. As, when I attempt to explain deeper 
points of the shakuhachi development and its playing, I will be con- 
fronted with this different method to express and to distinguish 
among phenomena. 


In Japanese philosophy one seeks to understand reality in a holistic 
manner, not through a disection or disaggregation of phenomena. In 
Buddhism this is refered to as the "thus-ness". One should be able 
to grasp the substance of anything without thinking. Therefore an 
explanation is not necessary, especially a written one, and should 
not be given by a teacher or by others, This may be considered the 
"intuitive tradition". Thus, we do not find a well documented hist- 
ory of the shakuhachi to draw upon, and even the oral tradition is 
vague and partial in character. 


Translation Problems Due To The Philosophical Condition 


Therefore a great teacher is one who can stimulate the student to 
cultivate his own perception. As a result of this intuitive tradition, 
there are little specific and technical terms. Even if early people 
did analyze and understand in detail, they could not articulate or 
record their cognition by precise words. 

Until the beginning of the Meiji period in Japan, for example, there 
were no words literally meaning "liberty" or "right". People ex- 
pressed such a concept as one's pleasure or willfulness (katte #' = ). 
It was Yukichi Fukuzawa (1834-1901) who introduced to the Japanese 
people the idea of liberty-Jiyu 8 & , andright-Kenri # fj . 
Eastern and Western logic are based on different ways of approach- 
ing phenomena. In the West, generally a phenomenon differs from 
an essence; a phenomenon must be constructed of that which can be 
analyzed. 
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JAPANESE HISTORICAL PERIODS 


3000 


300 


300 


593 


680 


710 


794 


1192 


1350 


1570 


1603 


1867 


1912 


Jyomon period 


Yayoi period 


Tumlus period 


Asuka period 


Hakuho period 


Tempyo period 


Heian period 


Kamakura period 


Muromachi period 


Azuchi-Momoyama period 


Edo period 


Meiji period 
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CHAPTER II, FORM AND STRUCTURE OF THE SHAKUHACHI 


Ancient Shakuhachi (A.D. 600 ?- 800) 


Hitoyogiri (A.D, 800? - 1850) 


Tenpuku (A.D. 1000 ? -1950) 


Shakuhachi In Edo & Meiji Periods (A.D. 1680 - 1900) 
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HITOYOGIRI 


Hitoyogiri means "one node" flute. However the term 
is also applied to a similar instrument having three 
nodes. It is thought by some that the use of three nodes 
is a later development. 


The body of the instrument was rather thin and short, 

the length around 30 cm. It had 4 holes in front and one 
hole on the back. There were also other bamboo flutes 
in existence. For example the Dosho, a six holed instru- 
ment with_a:different mouth configuration from the 
Hitoyogiri. 

The decline of Hitoyogiri was mainly due to the inferior 
quality of the instrument's sound. During the 18th cen- 
tury, unlike the Fuke shakuhachi, the form of the instru- 
ment improved upon by the Fuke people, Hitoyogiri was 
little improved. 

It is also possible that Hitoyogiri developed into the Fuke 
shakuhachi gradually. 


TENPUKU AND THREE NODE HITOYOGIRI 


The three node Hitoyogiri is thought to be the Tenpuku of 
Kagoshima prefecture. Its length was about 30 cm (some 
being shorter or longer), However the utaguchi (mouth- 
piece) of Tenpuku was placed on the other side of the root 
part, opposite to that of Hitoyogiri. 

Also, the cutting angle of the mouthpiece differed from 
both Hitoyogiri and the Fuke shakuhachi. The bottom node 
of Tenpuku was not .removed.. Rather,a small hole was 
made in this closure, about 4mm in diameter. 
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FUKE SHAKUHACHI 


Today there are two meanings of Fuke shakuhachi. 
One is an old-style shakuhachi in which only the 

inner nodes are removed. The other is the modern 
Fuke shakuhachi, in which the inside has been treated 
and certain tapering is used to improve on the musical 
sounds. The treatment consists of application of ji 
(laquer and plaster compound), This processing of 
the inside became popular after the 17th century. 
Today, each of the shakuhachi makers has his own 
tapering gauge and technique. Usually the makers! 
techniques are kept a secret from others, except 

for their sons or favorite students. The numbers 

of holes remains : the same as with the earlier instru- 
ments,but there was a greater variety in the location 
of the holes. Today the location has been standardized. 


To have a secret is a kind of fantasy. But to reveal 
the secret is also enjoyable. It helps the develop- 
ment of shakuhachi instruments. I measured the in- 
side of my favorite shakuhachi, which is the highest 
quality of any of the instruments Ihave played in my 
20 years of shakuhachi life. The accuracy of the 
diameter of the interior is within of 1/1000 mm. 
This resolution is extremely important to the quality 
of.a shakuhachi's sound {see fig.-33). I hope this 
example can be a good reference for those people 
who are interested in making shakuhachis. 
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fig. -33 INNER DIAMETER MEASUREMENTS 


LENGTH MEASUREMENT:FOUR PROFILES AVERAGE INTERIOR 
DIAMETER 
mSma OO 8 © 
cm m/m m/m mim m/m m/m 
0 
1 21.434 20.018 21,222 21.060 20. 9127 
2 21.126 19.694 20. 966 20. 763 20, 6448 
3 21.044 19. 965 20. 695 20. 546 20. 5662 
4 19.910 20.614 20. 550 20. 3601 
5 21.050 19,917 20,728 20, 544 20. 5639 
6 20. 832 20,108 20. 738 20. 506 20. 5479 
7 20. 818 20. 722 20, 548 20. 6963 
8 20,778 20, 702 20, 512 20. 6643 
9 20.639 20,374 20,642 20,449 20. 5263 
10 20,505 20,358 20.458 20. 358 20.4198 
ll 20. 394 20,338 20, 240 20, 294 20.3165 
12 20, 356 20, 247 20. 350 20,3177 
13 20. 306 20,184 20, 278 20. 2550 
14 20, 228 20,175 20.104 20.174 20.1703 
15 20. 066 19, 952 19, 995 20. 065 20,0195 
16 19, 892 19.773 19, 836 19, 875 19, 8441 
Et 19,624 19.610 19.677 19,534 19.6158 
18 19. 392 19,564 19,523 19. 322 19.4505 
19 19, 104 19.124 19, 224 19,148 19,1501 
20 18, 950 18,878 18, 926 18, 951 18, 9263 
21 18. 864 18, 684 18, 898 18,746 18.7982 
22 18,504 18,578 18,569 18, 504 18, 5388 
* 23 18, 248 5th hole 18, 373 18, 502 18.3746 
24 18. 046 18.036 18, 144 18, 320 18.1368 
25 18.019 17, 908 17, 960 18, 600 18,1239 
26 17.755 4th hole 17,614 17, 942 17.7708 
27 17,612 17,958 17,536 17.913 17, 7557 
28 17,464 17,300 17, 454 17, 866 17,5222 
29 17.009 17, 242 17, 038 17,272 i7, 1406 
30 16,912 17,134 16, 945 16. 9973 
31 16, 936 17,092 17,051 17,018 17, 0243 
32 16, 934 17,092 17,138 16. 904 17.0173 
33 17,056 3rd hole 17, 090 16.818 16, 9884 
34 16, 996 16,562 17, 084 16,740 16, 8468 
35 16,790 16,304 16, 926 16,484 16.6278 
36 16, 708 16.152 16. 812 16, 366 16,5115 
7 16,486 15.838 16.616 16. 238 18, 2972 
38 16.403 2nd hole 16.432 16.028 16. 2871 
39 16, 386 15,636 16. 236 15. 912 16, 0451 
40 16, 222 15.419 16.017 15, 669 15, 8348 
41 16, 222 15.360 15, 878 5.486 15,7402 
42 16, 074 15,336 15. 742 15, 406 15, 6423 
43 15. 830 1st hole 15, 724 15. 382 15, 6498 
44 15, 756 15.196 15. 642 15, 294 15,4738 
45 15, 722 14.979 15.617 15, 248 15, 3944 
46 15.582 14.776 15, 500 15,222 15. 2732 
47 15.536 14.776 15,488 15. 264 15, 2689 
48 15,649 14.77 15. 388 15,192 15.2546 
49 15. 664 14,914 15.442 15, 312 15,3354 
50 +15. 724 15,138 15, 528 15. 406 15.4505 
51 15, 836 15.555 15, 822 15, 844 15. 7667 
52 16,220 16,111 16. 060 18.240 16.1579 
53 16.666 16,682 16.700 16,689 16, 6843 
54 17,608 18,078 17,450 17, 909 17, 7629 
55 24.000 22.755 23, 000 23,400 23. 2935 
56 31.200 32.000 31. 590 32.500 31. 8262 
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CHAPTER Ill HISTORICAL DEVELOPMENT 
OF THE SHAKUHACHI 


It is not at all clear when or how the shakuhachi originated 

in Japan. One common explanation states that the "ancient 
shakuhachi", having six holes, was introduced from China 
during the Nara period (A.D. 680-794), the same period in 
which Buddhism began to take root in Japanese soil. 

The shakuhachi was used only by court people for ceremonies , 
not by common or lay people. Yet, by the end of the Nara 
period the use of this instrument in the court music declined. 
Fortunately however for our instruction, eight shakuhachi have 
been preserved in the Shosoin at Nara, Japan. 

_ Some say however that there was a type of bamboo 
flute played in Japan about the 9th-11th century which could be the 
original shakuhachi. This may be what is called the "hitoyogiri". 
At this time there were beggars called Boro, Boronji, Mumahijiri 
etc. A monk was, and is even today, a beggar. From an early 
period in Japanese history monks played bamboo flutes which were 
called different names, including hitoyogiri. These artists, Buddhist 
or not, were refered to as "street musicians". 


Throughout the Azuchi-Momoyama. period many Daimyo (regional 
lords) attempted to conquer the whole of Japan. 

Finally in 1600, after the battle of Sekigahara, Ieyasu Tokugawa 
was triumphant, united the country under a Shogunate government 
and established a new capital at Edo, presently Tokyo, This marks 
the beginning of the Edo or Tokugawa period, one in which Japan had 
relative political stability. To prevent unrest in the country the 
Tokugawa government devised the following principle controls : 


1. carefully maintained social ranks (shi-no-ko-sho), 

2, isolation of Japan from other countries (sakoku seido), 

3. keeping as hostages in the capital members of the daimyo 
families ( edoyashiki seido), 

4, reducing the military power of the daimyo ( sankinkotai 
seido), and 

5. setting up barriers on land and water to restrict the free 


movement of people and goods. 
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Around the 17th century Ronin (lordless samurai), beggars and 
monks who played the shakuhachi, established an organization 
called "Fuke-shu''. The name originated from their love and 
respect for Fuke Zenji, a famous Chinese Buddhist monk of the 
ninth century and friend of the founder of the Rinzai Zen sect. 
The members of this group were called Komuso, "monks of empt- 
iness", Since then, the shakuhachi instrument and sound have been 
called Fuke shakuhachi. The members of Fuke-shu spent their 
lives practicing the shakuhachi and played the instrument when 
they begged. The entire doctrine of this sect was contained in 
one poem recited by Fuke Zenji. * 


The artist in any country or era needs and respects liberty. 
Independence is the most important condition for the cultivation 
of originality. However, the feudal political system of the 
Tokugawa government was not conducive to this need. Most of 
the arts (Kabuki, Jiuta, Noh, Sokyoku etc. ) were under the 
strict control of the government and permission was needed 
for any such activity. The beggar isa ''Person of Liberty", 
and the beggars who liked the shakuhachi deceived the govern- 
ment. Around 1680, they forged a document which stated that 
the Fuke-shu was granted special rights by Ieyasu Tokugawa, 
who was the founder of the Tokugawa government. Fortunately, 
the government accepted the authenticity of this document, as 
it seemed to serve its own political purposes. 

For example, this special circumstance also enable goverment 
officials to carry out intelligence by becoming komuso, 


But, gradually Fuke-sect lost its rigor and with it, political 
power. In 1795, a man whose pen name was Morihide Yamamoto 
forged another document to protect the Fuke-shu from the gov- 
ernment, but in 1847, the government denied the related rights 
of the Fuke-shu. Therefore the sect declined. 


The Fuke-shu was a product of the subtle opposition of the 
"Artist Spirit" to political control. And even though Fuke-shu 
was disallowed by the government, of course shakuhachi playing 
has continued. 

The Fuke-shu may be considered a "great romance", as it 
acheived through cleverness and artistic expression, the unique 
experience of the bamboo sound for humans appreciation. 


Artists want to be independent, especially shakuhachi players. 
This is important to grasp the essence of shakuhachi, 
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*The Poem Of Fuke Zenji 


mei to rai ya mei to da, an to rai ya an to da, 


Bo BR YW A BAe sO RY ER FT 


shiho hachimen rai senpu da, koku rai renka da. 
ms Ae x £#A yh HE KH RA 


aa «brightness A four directions 
$4 right after Afi eight faces 
come fe &\ ~whirlwind 
#y hit m 2 empty sky 
py darkness ‘sz ga flail or appear a flower 


(a representation of enlightenment) 


It is difficult to grasp the poem's meaning by interpretating each 
character. This is partly due to its crypticness and to particular 
meaning,as some of the phrases are Buddhist or Taoist terminology. 
To understand, like the old saint did, grasp the substance of the poem 
holistically and play the shakuhachi hard. 
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CHAPTER IV. THE INFLUENCE OF FUKE- SHU 
ON THE SOUND STRUCTURE OF THE SHAKUHACHI 


c The Improvement Of Instrument Making 


Kinko Kurosawa (1710-1770) was a genius shakuhachi player who 
organized 36 honkyoku pieces. By general guess, it is easy to 
imagine that he, as well as other unknown makers, made a great 
contribution towards the improvement of shakuhachi making 
(tapering gauge). The utilization of the bamboo root section 
came about accidentally,as the instrument was uSed. asa ... a 
combined weapon in the early Eda period. 


Ii. Creation Of Original Shakuhachi Scale 


A large part of the Fuke sect was devoted to Zen Buddhism. 
Their musical scale had a tendency to be enigmatic, to express 
the religious sentiment, which is fourth dimension. The early 
shakuhachi jnistruments could be altered by various techniques. 
It is considered by some to be out of tune, but if the player was 
excellent, the scale may be said to be ancient microtonic. 

‘I believe that it was probably similar to altered major penta- 
tonic scale. } 


>! .Most oriental religious music is constructed with pure 
tempered scale (and especially important element is perfect 
fourth interval) and microtones. For example, Greek "tetra- 
chord" and "enharmonic tone", and Indian "sruti" and " perfect 
fourth harmony", accompanied with:back ‘stringinstrumants 
(tambura etc. ), Jat 


Needless to say, the twelve equal tempered scale gives a sound 


too mechanical, artificial and limiting. It is not adequate for 
expressing the purity and complexity of religious experience. 
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CHAPTER V. SOME! NOTES:RELEVANT-’TO-THE-DEVELOPMENT 
OF THE SHAKUHACHI 


Beyond .time::., and space, the situation of ancient Greek musical 
philosophy and Japanese shakuhachi philosophy «sv very interesting for 
relating:... the structure of mind iand.''sourid". 


It is thought that ancient Greek culture came to Japan through India 
and China, probably between the 6th eentu.; and 16th century, A.D. 
Chinese culture was changed by Greek, Roman and Indian cultural 
influences. <::While Chinese music had its indignious music which 
blended well with foreign music ideas, resulting in new original forms 
of Chinese music. ~"! \The-resulti was quite different from Greek 

(or other countries) musical forms and philosophy. These forms of 
Chinese music then came to Japan within a span of ten centuries. 
Japanese music was much influenced by that of China and was very 
different from Greek music. 


After the 16th century, the Japanese government established an 
isolation policy to foreigners which lasted until the 19th century. 
During this period, shakuhachi players developed a musical form 
and idea similar to the ancient Greek musical theory, which was 
the "Enharmonic tone". This theory however was not used in 
Chinese music. 


There are two possible ways to interprete this condition. 


1) The Greek musical theory was transmitted to Japan indirectly, or 

2) beyond time and space, an experience of religious depth or feeling 
reaches the same expressional form accidentally and naturally. 

At present, the first possibility cannot be proven. Therefore, Dcannot help 
tbub think that the shakuhachi player* attained independently the same 

ideas as the people of ancient Greece. Nevertheless, it is very clear 

that we do receive a great deal of reference from ancient civilizations. 


*Fuke-shu people in tevEdo period. 
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CHINA 


The idea of five tone scale was born around the Shunjyu period 

(B.C. 770-221 ). 

Kya % ,-Sho WH , Kaku FL , oi vu 4, 
» Perfect 4th and perfect 5th were already known as the rule of 

Sanbuson!eki.'= 4 #4 # ( dividing a monochord into 3 sections, 2/3 

is perfect 5th and the whole length plus 1/3 is perfect 4th ). With 

these basic notes the 12 tone system was made. 


However, we do not know what the intervals were for the third and 
second. The idea of five tone division gave a great influence to 
Japanese culture, and of course to the shakuhachi scale. The Greek 
and Roman church scale, plus the Chinese five tone'scale, wene the 
Japanese major pentatonic scale and minor pentatonic scale. 


notes Kung Shang Chiao Chih Yu 
cardinal 

points North East Center West South 
elements Wood Water Earth Metal Fire 
colors Black Violet Yellow White Red 
planets Mercury Jupiter Saturn Venus Mars 
Japanese Kyu Sho Kaku . Chi U 
pronunciation =? oo % Bh y 
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INDIA 


Indian music is based on a 22 tempered scale. Each unit is called 
‘sruti", Their fundamental ideas are based on the variations of 
the chord, not on the modulation. They have many kinds of micro- 
tonic scales out of one scale, so that it is not always necessary to 
modulate from the basic scale to another. In Western classical 
theory the concept of microtonic modulation does not exist. But 
the modulation in twelve tones is too simple for the people of east- 
ern cultures. This condition seems connected with the ideas of 
Buddhism. 
The wonderousness of the human mind is too great to be trans- 
fered into music only by 7 or 12 elements of tone steps in one octave. 
In one octave there are millions steps of microtones , and none 
is basically to be thrown away, just like nothing is ‘to‘be 
wasted in this world. 


GREECE 


There were three genera (diatonic, chromatic and enharmonic) 
in Greek music. The notations were tablature rather than pitch 
scripts. At the beginning of Greek music only enharmonic tetra- 
chord was used. Then later chromatic scale developed ‘from thé 
enharmonic scale. And around the 2nd century B.C. the diatonic 
scale was used. 


The reason why enharmonic tetrachord was almost abandoned in 
Greece was probably because: 


1) musicians had not been studying eagerly to keep to develop the way 


controlling and adopting the enharmonic tunes, and 
2) people needed a:new stimtlation. 
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I would like to compare a few Greek scales with the shakuhachi 
scales. It is very interesting that even without knowing the 
shakuhachi scales, from experimenting with blending Greek scales 
we can obtain some scales.whith are very similar to the shakuhachi 
scales. How then can we interprete the blended scales? Should 

we consider that they are derived from the real ancient scales of 
Greete, or that they are an indigneous natural occurance. I think 

it could be both and neither, because such contradition is life, 
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Pythagorean scale 


Just 


Enharmonic scale 


Shakuhachi scale 


Altered Enharmonic 


Intonation 


Tl 


TI 


VI 


(X) 


(11) 


. cent 


90 


56 


56 


56 


56 


56 
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316 
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238 
260 
238 442 
260 442 


498 


498 


498 


498 


498 


498 


Translation from Ancient Greek Scale to Shakuhachi Notation 
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APPENDIX 
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As CENTS SYSTEM 


Cycles/sec. of a tone is obtained by the multiple of a ratio. 
Although we cannot feel the relationship between intervals and 
cycles/sec. directly, it is easy to understand if the intervals are 
shown by addition instead of multiplication. 


Adding Multiple 

1st register n cycles/sec. 
2nd register 2n 

3rd register 4n 

4th register 8n 


J.A. Ellis (1814-1890) introduced a system which indicated the intervals 
by the addition method. The unit is called "CENT", One octave is 1200 
cents. One whole tone in well-tempered scale is 200 cents. Semitone 
is 100 cents. 


By using logarithm, it is possible to derive the cents number of an 
interval in any scale. 


Perfect 5th 702 (701. 9550008653867. . ) 
Perfect 4th 498 
Major 3rd 386 
Minor 3rd 316 


Major whole tone 204 
Minor whole tone 182 


Minor 2nd 112 --- Just Intonation 
Minor 2nd (P) 90 --- Pythagorean scale 
INTERVALS CENTS ~ 


(For details refer to C. OVERTONES pages 142-151. ) 
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B. MICROTONES AND ORIGINAL SHAKUHACHI SCALES 
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Microtones And Original Shakuhachi Scales 
Microtone is an interval smaller than a semitone. But it also .meansithe 
tonal state which exists between pitches. 


In any field, beginners have a natural tendency to unconsciously let go, 
so called "Bimyoji". This is one of the beautys of life. 


Bi x beauty 
Myo &% supreme 
Ji p4 phenomena 


But, as they are not aware of the preciousness of this act and do not 
grasp reality deeply enough yet, they cannot recognize its value. 
Therefore, naturally they lose the idepth of this experience. However, 
when one becomes aware of the beauty, one feels to the maximum 
happiness. To obtain this awareness, a self-awakening, the beginner 
has to study and practice. Then Bimyoji begins to achieve unity and 
balance, so that constancy in the mind and pure unrefined skill will be 
better obtained. Therefore, long hard years of training are necessary. 


When one obtains such mind and skill, then Bimyoji can be brought out 
by the feeling which comes from sensibility without restraint. When 
this is deeply understood;::one will recognize that Bimyoji exists not 
only in the playing of :theshakuhachi but also in reading of and think- 
ing about this book. Bimyoji is not a thing to be taught, but to be 
cultivated within oneself, 


Education begins from imitation, but the essence of art deals with the 
struggle and search for creation rather than imitatation. Creation is 
like invention. Inventons and creators develop new methods and 
arrangements of what already exists in this world. 
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The pitch in shakuhachi tone is very important. 

Not only Ry , 2, 2 , Fz butalsoM . Ds be » 5 ‘ 
which are basic fingering. Those notes are played ina certain pitch but 
not always the same. It moves within a range of 30 cents -- 15 cents 
above and 15 cents below. The basic pitch out of 30 cents is the center 
tone (middle of the width). 

The important thing is to understand the reason for the movement of the 
tone. Generally speaking, each note has a different width of pitch, so 
each player has a different personal tone and musical sense. Even the 
altered-pitch note should be’ considered as the basic pitch, according 

to the player's sensitivity or interpretation. In other words, the basic 
note is fundamental but, does not always maintain the same position. 
When we play the'shakuhachi, we must move the pitch within the limit of 


certain shakuhachi methods. 


fig. -34 


2 Se 


fig.-35 
rr. 
PR 
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fig. -36 


fig. -37 


Sy is 


X 
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To catch the nuance of these movements in sound is said to become aware 
of an expression typical of the mysteriousness of Eastern culture. 
Presently there is no proper terminology in the dictionary of music. 
concerning this point. 

I would like toname it "Micro melody". 

Using micro-melody we can describe, for example, the movements 

yuri 2) ., nayashi 7-y y . merikomi ra) Wer etc. 

Any kind of sound can be analyzed as micro-melody, which clarifies 


sound by dividing into micro-pitch and micro-rhythm. 


Examples of micro-melody: 


fig. -38 
Pp 
-92, 
fig. - 39 
wy); a eos eee 
A 
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MICRO - CHORDS 
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Relationship Between Micromelody And Microdynamics 


fig. -40 


MY] torte JY Snes | me 


fig. - 41 
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Micro-melody Progressions 


Out of micro-melody we find micro-pitch and micro-rhythm, 
From this we conceive the micro-dynamics easily, and we can 
name the 'micro-scale", which is used with micro-tone. 

The altered micro-chord in the altered micro-scale has one 
altered interval (micro) tone or more. However, the definition 
of the micro-scale is not clear, So when I use the basic micro- 
tonic movement in the shakuhachi sound,I simply say shakuhachi 
scale. When using the altered microtonic chord,I refer to it as 
"altered micro-scale". When modulating a sound (music) with 
microtonic difference, unlike with the 12 tone scale, I would like 
to name it 'microtonic modulation", or "micro modulation". 

It is difficult to discern the difference between altered micro- 
scale and micro-modulated scale. It depends on the number 

of melody variations you can notice and the amount of modulations 


you are able to do. 


The following three pages are examples of standard shakuhachi scales, 
altered minor scales, altered major scales, and micro-modulations. 


Although I am not able to explain the origin of these altered scales, 


through Bimyoji I feel these scales are very natural. 
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Standard Scales ( Minor Pentatonic Scales) 
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Altered Minor Scales 
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Altered Major Scales 


“ea ea - F- OD w 
2 vo ce 
Micro-Modulations 
“RQ WY, - x ‘2 
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The Representation Of Microtonic Movement For Tokushuon 


fig. -44 


Four basic forms : a. ee ee 


d. Pa 
Descending movement Otoshi EU »Mert 2% 


Merikomi 4A» »,Hikiiro 5) @ 


Ascending movement Nayashi t¥7/ |, Meriokoshi 2) cme 
Kari #9) ,Suri 4) etc., 
Both movement Ori ff | 


Another very important element is the speed. 


By changing the breath angle and pressure (not fingers at all) 


fig. -45 
Tsukiiro Age 
; 
——— 
x : C s 
Sasae Hikiiro 
fig, = 3 fig. -46 
=a Karimodoshi Kariage 
. Meriokoshi Merisage 
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GC. OVERTONES 
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When we play a certain note (n cycle per second ), the sound includes 
not only n cycles but also 2n, 3n,.... 2n, 3n, 4n... . These are 
called overtones. The note n, is called fundamental. Actually, all 
musical instruments produce composite tones, consisting of many pure 
tones. We sometimes use the term: "harmonics" instead of overtones. 
For example, the first harmonic is the fundamental, the second harmo- 
nic.: is the first overtone, the third harmonic is the second overtone, 
and so on. 

It is useful to use a monochord to find the overtones. To obtain the 

on note, you can move a bridge to the half position and make a sound 
by picking the string. To obtain the 4n note, move the bridge to {he 1/4 
position, and so on. 

The following tables show the relationship between the vibrating length 
of the monochord and its cents numbers, which are derived by use of 


a calculator. 
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vibrating length 


cycles / sec. ratio within a monochord cents 
n 1 1 0 
2n 2 1/2 1« 1200 
4n 4 1/4 2*x1200 
8n 8 1/8 31200 
Ratio = e%/1200 LN 2) Cents = 1200+ (LN s/LN 2) 
*x=cents é *s=ratio 
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(A) 
Vibrating length 
The ratio 


(B) 
Vibrating length 
The ratio 


Concerning the understanding of overtones, 

it is helpful to divide the monochord into 2 
sections. 

The first (A ) is from the middle point to a' 
side, and the second ( B ) is from the middle 
section to the whole length (b! ),as illustrated 


in the diagrams below. 


a! we TS b! 
-—————____ —+ San! 
4, 3/2, 8/5, 62... 1 
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CENTS NUMBERS OF OVERTONES (#2 - #12) 


ae 1/2 on 
—— 
The cents = 1200 (LN 2/ LN 2) = 1200 
= 1/3 Rite?" 
The cents = 1200 (LN 3/ LN 2 ) = 1901. 955001 = 701.9& 1200 
The cents = 1200 (LN 4/ LN 2 ) = 2400. 
gE Say 
The cents = 1200 (LN 5/ LN 2 ) = 2786. 313714 = 386.3 & 2 Oct. 
a 1/6 ~ 
The cents = 1200 (LN 6/ LN 2 ) = 3101. 955001 = 701.9 & 2 Oct. 
elt a ae 
The cents = 1200 (LN 7/ LN 2 ) = 3368. 825906 = 968.8 & 2 Oct. 
1/8 
ie en See | 
The cents = 1200 (LN 8/ LN 2 ) = 3600. 
ells és =5 
The cents = 1200 (LN 9/ LN 2 ) = 3803. 910001 =203.9 & 3 Oct. 
0 
PIELNG —+ 
The cents = 1200 (LN 10/LN 2) = 3986. 313714 = 386.3 & 3 Oct. 
1/11 
> —— 
The cents = 1200 (LN11/LN2) = 4151. 317943 = 551.3 & 3 Oct. 
a a mainly 
The cents = 1200 (LN 12/LN 2) = 4301. 955001 = 701.9 & 3 Oct. 
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iw) 


CENTS NUMBERS OF OVERTONES ( #1 - # 50) 


5003, 


5097. 


5186. 


5270. 


5351, 


5428, 


5501. 


5572. 


cent 


.cents 


. 955001 


. 313713 


. 955001 


. 825906 


- 910001 


. 313714 


. 317943 


. 955001 


. 527663 


. 825968 


. 268715 


- 955410 


910002 


513017 


313715 


780909 


317943 


274348 


955001 


627428 


701.955001 & Octave 


2 Octave 


Octave 


Octave 
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527663 
, 865004 
. 825906 
. 577195 
. 268716 


. 035574 


. 272945 
. 955410 
. 139622 
. 910001 
- 344040 
- 513017 
- 482663 
. 313714 
. 062407 
- 780908 
- 517707 
. 317943 
. 223716 
. 274348 
. 506624 
. 955001 
651813 


627428 


" 


& 4 Octave 


" 


5 Octave 


" 


" 


" 


CENTS NUMBERS OF OVERTONES REDUCED TO PRIMAVAL OVERTONES 


Ist Oct. 2nd Oct. 3rd Oct 
#1 #2 #4 #8 
9 
5 10 
11 
3 6 12 
13 
4 14 
15 
(2) (4) (8) (16) 
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4th Oct. 


#16 


17 


18 


19 


20 


21 


22 


23 


24 


25 


26 


27 


28 


29 


30 


31 


(32) 


5th Oct, 
#32 


33 


61 
62 
“63 


(64) 


969, 
1000, 
1029, 
1059, 
1088. 
1117. 
1145, 


1173, 


(1200, ) 


Intervals 


Major whole tone 


Major 3rd 


Perfect 5th 


Minor 6th 


Minor 7th 


Li2 
ag —_ 


The cents = 1200 (LN 2/ LN 2 ) = 1200. 


2/3 


$$$ $$; 


The cents = 1200 (LN 3/2 / LN 2 ) = 701. 9550010 


cee ee, 


The cents = 1200 (LN 4/3 / LN 2 ) = 498. 0449988 


4/5 
The cents = 1200 (LN 5/4 / LN 2 ) = 386. 3137139 


5/6 
The cents = 1200 (LN 6/5 / LN 2 ) = 315.6412871 


6/7 
The cents = 1200 (LN 7/6 / LN 2 ) = 266.8709060 


7/8 
een rman Nase 


The cents = 1200 (LN 8/7 /,LN_2:) = 231.1740938 


: 8/9 
The cents = 1200 (LN 9/8 / LN 2 ) = 203. 9100017 


CS 9/10 


The cents = 1200 (LN 10/9 / LN 2 ) = 182. 4037121 


————— 10/11 


The cents = 1200 (LN 11/10 / LN 2 ) = 165, 0042286 


pe TN eS 


The cents = 1200 (LN 12/11 / LN 2 ) = 150. 6370588 
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1200, 


24 


a 


0,00000000 ___ Q 
21, 24240210 ~N 

30. 64211070 —— 0: 
56. 76685718 
111. 7312859 
182. 4037121 
203, 9100017 ——> De 
231. 1740938 
266. 8709060 
315,6412871 ——. 


386. 3137139 


498.0449988 —— 


As the overtone number increases 
the volume decreases. In other words 
the fundamental (n cycles/sec. )is 
the loudest volume, The secondary 
harmonics has a smaller amplitude, 
therefore making it less audible . 


Once we know the various numbers 
of overtones the shakuhachi scale 
naturally fits in some of these over- 
tones. , 

We can imagine the shakuhachi scale 
is emphasized by the overtones of 
the keynote (for example (2). 


11/8  551.3179424 
582. 5121926 9) _ 


617. 4878080 


701.9550010 ——— = 


wT 


772,6274278 
Y), —- 11/7 


813, 6862862 


884, 3587135 


— Ye 
933. 1290942 — 

968. 8259065 

996. 0899986 Y) 


ree 


1088, 268715 
1111. 199302 
1143, 233142 


? 
1200. 000000 —— 2 
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782.4920356 


This is another way to explain 
Ichion Jyobutsu. 'One note, Perfect! 
is not merely an idea but actually 
exists. Whatever tune we play, 
still we are playing one note. 


COOSoOovc ov eX ec evs oooooseostoseeoe Shoe ooooqooeooeoed 
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Once you realize that we humans, whose substance are our own minds, 
live actually in the fourth dimension, we understand that the sounds of 
our soul, which we call music, live in the fourth dimension also. 

So it is almost impossible to replace the sounds with the notations 
described on the paper. 

However, the effort of analizing and studying will be a help for other 
people's studying. That was the reason why I did not write the 
Shakuhachi book, and is the reason I wrote this book. 


This world is rich in diversity. 

We cannot measure its total, but fortunately we can feel it if we are 
sensitive enough. 

If the sound is real, you cannot hear, but you can feel it: 

From the sound made in the fourth dimension, we may know that 
dimension, 


Mesayuké Koga 
Shakuhachi: Japanese Bamboo Flute 
After many years of teaching and researching the structure of the shakuhachi, — 


Masayuki Koga has put together an exceptionally fine playing guide for the 
instrument. Divided into three parts, this volume covers fundamental and advanced 


SHAKUHACHI 


Japanese as well as technical information on the evolution of the shakuhachi and its music. 
Baniboo Of special interest is an appendix dealing with the structure of sound as it relates to 
Flute the shakuhachi and its original scale. Three cassette tapes which accompany this 


edition feature Koga Playing 32 folk songs and children's Pieces as well as the 
classical compositions Kurokami and Shintakasago. 156 Pages. 


Masayuki Tapes Shakuhachi "Introduction" (KGA-901] includes basic 5 
Koga notes, pages 23 to 35.Sanya and Oiwake. 
for = Shakuhachi Textbook Tape ([KGA-1018] includes 32 folk 
Songs and children's pieces 
Texts Sankyoku Textbook Tape (KGA-1020] includes 5 classical 
Sankyoku pieces from Kurokami to Shintakasago 


Masayuki Koga 
Extract of the Master Techniques for Shakuhachi 


This Koga Sensei's advanced teaching guide for those approaching 
master level in study ofthe shakuhachi. This book expiains how to 
a properly, blow naturally and concentrate the mind while z of the Mester Teohalizass 
playing. : 
It provides a detailed account of the physiology involved in blowing the 
flute with a focus on the correct ways of holding the tongue. positioning 
the lips and shaping the mouth cavity and throat. Also discussed is the 
important roie of the diaphragm as well as abdominal and back muscles 
in proper breathing technique and the function of the lower brain in 


this 3 
process. Koga explains the relationship between physical energy in our { 
body and its manifestation as sound emerging through the shakuhachi. 


The second part of this volume, takes us through the Honkyoku 
piece Stifane Sane (The Distant Cry of Deer) phrase-by-phrase, complete 


with Koga's instructions and annotations for notation, pitch, head i oe 


movement and fingering. 65 pages. ; 
Masayuki Koga 
ee 


; Shakuhachi: Sankyoku Series Music Sheets 
SHAKUHACHI 


sti This volume includes twelve classical San kyoku pieces. composed during the 
— 18thand 19th Centuries. which are used by Koga for his beginning, intermediate and 
advanced students. Sankyoku refers to “new” music for the shakuhachi often played 
in ensemble with stringed instruments such as koto and shamisen. This music can 
be played solo as well. 


The titles included in this edition are Kurohami (Black Hair), Tswune Kae 
(Call of the Crane), Sedefefxe (Insense in the sleeve), Hasunete (Door of the bamboo 
Screen), Shin Takasage (New Takasago), Yugae (Lady Evening Glory).Suena Chigivi 
(Pledge of Love), Chidarina Kyoku (Song of the Plover), Heshine Hana {Poppy Flower), 
Kajimakuia (Ship Rudder as Pillow). Séia Musume Dojyoji (Woman on the Dojyoji 
Temple) and Zangetse Moon at Dawn). 


MUSIC SHEETS 


Each piece is written in both Japanese cursive and western staff notation, including lyrics 
(transcribed in katakana as well as omanji) and Koga's annotations. 90 pages. 
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MASAYUKI KOGA 
(shakuhachi/ Japanese flute) 


Masayuki Koga studied Kinko Shakuhachi with his father, Kiichi Koga. In 1966 he 
received his Master’s degree in Law from Meiji University in Tokyo. In 1967, he became 
the youngest member of the award-winning Ensemble Nipponia. Some of his 
performance and recording received the highest awards from the Ministry of Education of 
Japan. 

In 1973 Koga moved to the United States. In 1981 he founded the Japanese Music 
Institute of America(JMI). In the intervening years, he has taught and gave lectures in the 
San Francisco Bay Area, at the Stanford University and, at the New York University. He 
has also performed corporate events (for many years at private events for Oracle 
headquarter) and traveled to Germany for the World Music Festival as a representative of 
Japanese music in 1988. 

In 2007 he collaborated CD recording project with Kitaro for his opening piece, and 
nominated grammy award of 2007. 

In 2014 inducted into the “Bunka Hall of Fame” by the Japanese American Association 
of Northern California 
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